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In the summer of 2008, a remarkable group 
TIPXXBTJOTUBMMFEBUUIF/FX.VTFVNJO
/FX:PSLAfter NatureQSFTFOUFEUIFXPSL
PGUXFOUZTJYJOUFSOBUJPOBMBSUJTUTGSPNB
TVSQSJTJOHADFMFTUPHSBQICZ"VHVTU4USJOE
CFSHUPDPOUFNQPSBSZXPSLCZ#FSMJOEF
De Bruyckere and the Pakistani-American 
female artist Huma Bhabha. The title of the 
FYIJCJUJPOXBTUBLFOGSPNNach der Natur, a 
book-length prose poem by W. G. Sebald, a 
meditation on the sources of the catastrophic 
imagination and on the inexorable inter-
XFBWJOHPGEFTJSFBOEEFTUSVDUJPOQSPMJGFSB-
tion and decay, in both human nature and 
nature as such (Sebald 2002). With omnipres-
FOUmMNTUJMMTPG8FSOFS)FS[PHTLessons of Darkness 	
oUIFEJSFDUPSTCSFBUIUBLJOH
and grim film on the aftermath of the first 
(VMG8BSoJUQSPQPTFEBOFXTBUVSOJOFEJ-
SFDUJPOJOBSU5IF/FX.VTFVNTEJSFDUPS
-JTB1IJMMJQTSFGFSSFEUPUIFFBSUIRVBLFBOE
flooding in China, the cyclone in Myanmar, 
BOEUIFUPSOBEPFTBOEnPPEJOHJO*PXB*O
BSFWJFXPGUIFFYIJCJUJPO1FUFS4DIKFMEBIM
the acclaimed critic from The New Yorker 
OPUFEiTPNFUIJOHJTIBQQFOJOHJOBSUJTUT
studios: a shift of emphasis, from surface 
to depth, and a shift of mood, from mania 
to melancholy, shrugging off the allures 
of the money-hypnotized market and the 
spectacle-bedizened biennials circuit”, and 
he concluded: “get ready for neo-Roman-
tic doting on miscellaneous catastrophes, 
XJUIHMPCBMXBSNJOHUIFEFGBVMUBMBSNw
	4DIKFMEBIM

RUIN, DESTRUCTION, 
CATASTROPHE
Ruin and destruction entered the heart of 
aesthetic discourse in the eighteenth cen-
tury. Ruins are, as Annie Le Brun once put 
JUiUIFEJTRVJFUJOHWFHFUBUJPOUIBUGPSNTUIF
mental forest of the mid-eighteenth century” 
	-F#SVONZUSBOTMBUJPO
"OE
XIJMFUIFTBNFDFOUVSZJOWFOUFEMJCFSUZBT
+FBO4UBSPCJOTLJIBTTIPXOJUBMTPJOWFOUFE
DBUBTUSPQIF	4FF.FSDJFS'BJWSFBOE5IPNBT
GG

Destruction is an essential, inherent com-
ponent of modern art – at least since the late 
OJOFUFFOUIDFOUVSZTEFmOJUJPOPGUIFBSUJTUBT
a genius destined to transgression of aesthetic 
and social rules. Yet, catastrophe goes beyond 
the artistic merits and aesthetic categories of 
ruin and destruction. It is one thing to aes-
theticize the gradual decay of monumental 
CVJMEJOHTTPNFUJNFTFWFOHPJOHTPGBSBT
UPCVJMEGBLFSVJOToBOBDUJWJUZPOXIJDI
the eighteenth-century British architect 
4BOEFSTPO.JMMFSCVJMUBXIPMFDBSFFSJUJT
yet another thing to consider catastrophes 
as an artistic or aesthetic opportunity. The 
NPTUNFEJBUJ[FEDBUBTUSPQIJDFWFOUUIFPOF
XIJDIPOFDPVMEBSHVFHPUUIFUXFOUZmSTU
DFOUVSZSFBMMZTUBSUFEEJEQSPWPLFMPUTPG
BSUJTUJDSFBDUJPOTCVUIBSEMZBOZBSU0OMZ
(FSIBSE3JDIUFSTQBJOUJOHNBEFGPVSZFBST
later and simply called SeptemberTIPXJOH
XJUIUIFUZQJDBM3JDIUFSCMVSBGSBHNFOUPGB
SBUIFSDPNNPOJNBHFPGUIFTNPLJOHUPXFST
Dirk De Meyer
La poésie veut quelque chose d’énorme, de barbare, de sauvage.
(Denis Diderot, Discours sur la poésie dramatique,
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PWFSMBJEXJUISPVHITXJQFTPGQBJOUBDSPTT
UIFDBOWBTXBTBCMFUPDPOWFZTPNFUIJOH
NPSFUIBOUIFNFSFBFTUIFUJ[BUJPOPGUFMFWJ[FE
repetition.
4JODFBODJFOUUJNFTDBUBTUSPQIFTIBWFCFFO 
MJWFENPTUMZBTBQPDBMZQTFTTBDSJmDFTDPOOFD
UFEUPEJWJOFXSBUIBOEIBWFTVCTFRVFOUMZ
CFFOSFQSFTFOUFEBTTVDIJOBSU0DDBTJPOBMMZ
UIFEJTBTUSPVTDPOTFRVFODFTPGEJWJOFXSBUI
IBWFHJWFOXBZUPTVSQSJTJOHFWFOFOUFSUBJO-
JOHBSUJTUJDSFTVMUTTVDIBT(JVMJP3PNBOPT
4BMBEFJ(JHBOUJJOUIF1BMMB[P5FJO.BOUPWB
JOUIFTXIFSFUIFFOUJSFMZGSFTDPFESPPN
TFFNTUPDPMMBQTFBSPVOEUIFWJTJUPS-BUFSUIF
GBTDJOBUJPOXJUIUIFSVJOTPNFUJNFTDBNF
close to the aesthetization of catastrophe. For 
JOTUBODFXIFOJOUIFFOPSNPVTDBUIF-
ESBMIJHIUPXFSPG'POUIJMM"CCFZUIFQSJWBUF
IPVTFPGUIFHPUIJDOPWFMXSJUFSBOEFDDFOUSJD
8JMMJBN#FDLGPSEDPMMBQTFEXIJMF#FDLGPSE
XBTBCTFOUIFMBNFOUFEPOMZUIBUIFIBE
NJTTFETVDIBTVCMJNFBOEJNQSFTTJWFFWFOU
In a time span of three centuries, the Re nais-
TBODFBSDIJUFDUTJOUFSFTUJOUIFSFNBJOTPG
DMBTTJDBMCVJMEJOHTIBETUFBEJMZEFWFMPQFE
into a cult of the ruin, into a fascination 
XJUIEFDBZBTUIFFYQSFTTJPOPGUIFJSSFTJTU-
ible process of time. Into a fascination, also, 
XJUIUIFGSBHNFOUSFTDVFEGSPNPCMJWJPO
that authenticates mythological origins, that 
FYFNQMJmFTUIFBDIJFWFNFOUTPGQBTUDVM-
tures, transmits moral lessons, or sustains 
and promotes national identities. By the 
mid-eighteenth century, aesthetic theory 
BOEFBSMZNPEFSOUPVSJTNXFSFQSFQBSFE
GPSFWFOUTPGBNPSFESBNBUJDOBUVSFUIF
SFNBJOTPGNPEFSOEFTUSVDUJPOUPPoFWFO
rapid, terrifying, man-made cata strophes – 
could by then exert an eerie fascination. Such 
USBWFMCPPLTBT8JMMJBN4UVLFMFZTItinerarium curiosum	
HVJEFUIF&OHMJTIconnoisseur 
to the sublime experience of and the charm 
and beauty radiating from the remains of 
man-made catastrophes such as the dissolu-
tion of the British monasteries. 
5IBUFFSJFGBTDJOBUJPOXJUINBONBEFDBUBT-
USPQIFTDPOUJOVFTVQUPPVSPXOUJNFTBOE
NJHIUFWFOCFVOPSTVCDPOTDJPVT5XP
summers ago, during a trip in North-Western 
4DPUMBOEJUUPPLNFBXIJMFCFGPSF*SFBMJ[FE
that the beauty and emptiness of these stark 
landscapes that I found so thrilling resulted 
GSPNUXPFOPSNPVTDBUBTUSPQIFT'JSTUBO
ecological one: the millennia-long steady and 
OFBSMZDPNQMFUFEFGPSFTUBUJPOCZ4DPUMBOET
earliest inhabitants, accompanied by a cli-
NBUFDIBOHFUIBUXBTVOGBWPVSBCMFGPSUSFF
HSPXUIoBDPNCJOFEQSPDFTTUIBUSFTVMUFEJO
the replacement of the Ur-forest in my much 
admired endless stretches of empty bog and 
XFUMBOET4FDPOEBIVNBOJUBSJBODBUBTUSP-
QIFUIFFJHIUFFOUIDFOUVSZAIJHIMBOEDMFBS-
BODFTUIFCSVUBMGPSDFEEJTQMBDFNFOUPGB
XIPMFQPQVMBUJPOBTBSFTVMUPGBHSJDVMUVSBM
and feudal change in the United Kingdom, 
XIJDI	FTTFOUJBMMZ
SFQMBDFEGPSSFBTPOTPG
QSPmUNFOXJUITIFFQ0OMZSFDFOUMZXIJMF
XPSLJOHPOUIJTUFYUEJE*EJTDPWFSUIBU4FCBME
had had a similar experience during his 
XBMLTOPUJO4DPUMBOECVUUISPVHI4VGGPML
UIBUiNFMBODIPMZSFHJPOwXIFSFUIFMBOE-
TDBQFJTUIFSFTVMUPGiUIFTUFBEZBOEBEWBODJOH
EFTUSVDUJPOPWFSBQFSJPEPGNBOZDFOUVSJFT
and indeed millennia, of the dense forests 
UIBUFYUFOEFEPWFSUIFFOUJSF#SJUJTI*TMFT
BGUFSUIFMBTU*DF"HFw	4FCBME
'PS
4FCBMEIVNBODJWJMJ[BUJPOJTJUTFMGBNBTTJWF
ongoing process of burning and destruction 
	4FF#SPDLNBOO

14  
(JVMJP3PNBOPWJFXPGUIFSala dei GigantiJO1BMMB[P5F.BOUPWBDB
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Martin Engelbrecht, Praesentation eines Erdbebens"VHTCVSHMBUFTTFUPGTFWFOFUDIJOHTIBOEDPMPVSFE
Collection The Getty Research Institute, Los Angeles. (96.R.3)
CITIES, CATASTROPHES AND 
PHILOSOPHERS
'SPNUIF0ME5FTUBNFOUUP)PMMZXPPE# 
NPWJFTGSPN4PEPNBOE(PNPSSBIUP-PT
Angeles, the topos of burning and destruction 
JTUIFDJUZOPUUIFGPSFTU5IFmSTUDJUZXJEF
OBUVSBMDBUBTUSPQIFUIBUXPVMEIBWFBNBKPS
impact on modern European thinking oc-
DVSSFEJO-JTCPO0OFDBOFWFOBSHVFUIBU
UIFSFDPOTUSVDUJPOGPMMPXJOHUIJTDBUBTUSPQIF
formed the starting point of urban planning 
as a modern practice. The disaster happened 
POUIFNPSOJOHPG/PWFNCFS8IJMF
UIPVTBOETPGQFPQMFXFSFBUUFOEJOHDIVSDI
TFSWJDFTGPS"MM4BJOUT%BZBOFBSUIRVBLF
UIFTDBMFPGXIJDIIBTCFFOFTUJNBUFEBTUIF
FRVJWBMFOUPGUPPOUIF3JDIUFSTDBMF
BOEUIFTVCTFRVFOUUTVOBNJSFEVDFE-JTCPO
to ruins. Churches collapsed onto congre-
HBUJPOTTPNFDPOWFOUTBOENPOBTUFSJFT
XFSFTFWFSFMZEBNBHFEUIF3PZBM1BMBDF
EFTUSPZFEBOEUIFSJWFSGSPOURVBZTBOLBOE
disappeared. The disaster killed about one 
UFOUIPG-JTCPOTQPQVMBUJPOPGTPNF
#FJOHPOFPGUIFNPTUEFTUSVDUJWFFBSUIRVBLFT
JOIJTUPSZWBSJPVTBDDPVOUTXFSFQVCMJTIFE
BOEOVNFSPVTSFQSFTFOUBUJPOTXFSFQSJOUFE
BMMPWFS&VSPQF*O1BSJTUIFRecueil des plus belles ruines de Lisbonne, “dessiné sur les lieux”, 
XBTQVCMJTIFEJO:FUPOFPGUIFNPTU
remarkable artefacts that commemorates 
UIFDBUBTUSPQIJDFBSUIRVBLFJTBAUIFBUSFQSP-
duced by the German Martin Engelbrecht in 
UIFZFBSTGPMMPXJOHUIFEJTBTUFS4VDIDBSE-
CPBSEUIFBUSFTXFSFDPNNPOBUUIFUJNFBT
a means of three-dimensional representation, 
often of princely palace interiors, but in this 
DBTFUIFWJFXFSQFFSFEUISPVHIPQFOJOHTJOB
series of brightly coloured cards to see a three-
dimensional rendering of the crumbling city.
"MUIPVHI-JTCPOXBTUIFDBQJUBMPGBEFWPVUMZ
$BUIPMJDDPVOUSZIFBWJMZJOWPMWFEJOFWBO-
HFMJ[BUJPOBMMPWFSUIFXPSME$BUIPMJDTGFMU
they had no other option than to explain 
UIFEJTBTUFSBT(PETXSBUIJOWJUFECZUIF
sinfulness of the people of Portugal and the 
QSFTFODFPGTPNF1SPUFTUBOUTBOEXIZOPU
Jesuits. Protestants from their side blamed 
the Portuguese for being Catholic, thus being 
QVOJTIFECZ(PE8IBUFWFSUIFSFBTPOUIF
FBSUIRVBLFIBEBOVOQSFDFEFOUFEGBMMPVU
among European Enlightenment thinkers. 
7PMUBJSFXPVMECFBNPOHUIFmSTUUPVTFUIF
Lisbon catastrophe in his arguments. Some 
QFSTPOBMFWFOUTUIFBUSPDJUJFTPGUIF4FWFO
:FBST8BS	TUBSUFEJO
BOEQBSUJDV-
MBSMZUIF-JTCPOFBSUIRVBLFBMMOPVSJTIFE
7PMUBJSFTEJTTBUJTGBDUJPOXJUIPUIFSQIJMPTP-
QIFSTFYQMBOBUJPOTGPSIVNBOTVGGFSJOH*U
JTXFMMLOPXOUIBU Candide, ou l’Optimisme 
	
JTBTBSDBTUJDBUUBDLBHBJOTU-FJCOJ[T
“tout est pour le mieux dans le meilleur des 
NPOEFTQPTTJCMFTw	-FJCOJ[
5IFSFBM
MJGFIBSETIJQTPGQTZDIPMPHJDBMQBJOXBS
and natural disaster could not, according to 
7PMUBJSFCFSBUJPOBMJ[FEBXBZCZQIJMPTPQIZ
-FTTXFMMLOPXOJTUIBUUISFFZFBSTCFGPSFIJT
creation of the eternally optimistic character 
PG%S1BOHMPTT7PMUBJSFIBEBMSFBEZWPJDFE
his anti-Leibnizian stance in his Poème sur le désastre de Lisbonne 	
"TUIFDPN-
plete title suggests, Poème sur le désastre de Lisbonne, ou examen de cet axiome, ‘tout est bien’7PMUBJSFTNBJOUBSHFUXBT-FJCOJ[T
PQUJNJTUJDWJTJPOPGBXPSMEDMPTFMZTVQFSWJTFE
CZBCFOFWPMFOUEFJUZ5IFFBSUIRVBLFPOMZ
TUSFOHUIFOFE7PMUBJSFTQIJMPTPQIJDBMQFT-
TJNJTNBDDPSEJOHUPXIJDIOPCFOJHOBOE
DPODFSOFEEFJUZFYJTUFEUIBUXPVMEHVJEFUIF
WJSUVPVTBOEQVOJTIUIFTJOGVM7PMUBJSFBT-
serted that accident played a major part in life 
BOEUIBUQFPQMFXFSFCBTJDBMMZXFBLIFMQMFTT
and ignorant of their destiny:
Deluded philosophers who cry, “All is well,” 
Hasten, contemplate these frightful ruins 
This wreck, these shreds, these wretched ashes of the dead; 
These women and children heaped on one another, 
These scattered members under broken marble; 
One-hundred thousand unfortunates devoured by the earth 
Who, bleeding, lacerated, and still alive, 
Buried under their roofs without aid in their anguish, 
End their sad days! 
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In answer to the half-formed cries of their dying voices, 
At the frightful sight of their smoking ashes, 
Will you say: “This is result of eternal laws 
Directing the acts of a free and good God!” 
Will you say, in seeing this mass of victims: 
“God is revenged, their death is the price for their 
crimes?” 
What crime, what error did these children,
Crushed and bloody on their mothers’ breasts, commit? 
Did fallen Lisbon deeper drink of vice 
Than London, Paris, or sunlit Madrid? 
In these men dance; at Lisbon yawns the abyss.[1]
In a letter addressed to Voltaire, the so-called Lettre sur la providenceXSJUUFOJO"VHVTU
+FBO+BDRVFT3PVTTFBVSFBDUFEPOUIF
Lisbon poem. For Rousseau, people could 
learn from the terrible effects of the catas-
USPQIF)FBSHVFEUIBUUIFTFWFSJUZPGUIF
EFWBTUBUJPOXBTEVFUPUPPNBOZQFPQMFMJWJOH
XJUIJOUIFDMPTFRVBSUFSTPGUIFDJUZBOEIF
VTFEUIFFBSUIRVBLFBTBOBSHVNFOUBHBJOTU
cities as part of his desire for a more natural-
JTUJDXBZPGMJGF
Sans quitter votre sujet de Lisbonne, convenez, par 
exemple, que la nature n’avait point rassemblé là 
vingt mille maisons de six à sept étages, et que si les 
habitants de cette grande ville eussent été dispersés plus 
également, et plus légèrement logés, le dégât eût été 
beaucoup moindre, et peut-être nul. (Rousseau 1756)
7PMUBJSFBOE3PVTTFBVXFSFOPUUIFPOMZQIJ-
MPTPQIFSTXIPFOHBHFEJOBEFCBUFPOUIF
origins and effects of the Lisbon disaster. In 
UIBUTBNFZFBS*NNBOVFM,BOUBMTP
QVCMJTIFEBTUVEZPGUIF-JTCPOFBSUIRVBLFGeschichte und Naturbeschreibung der merk-würdigsten Vorfälle des Erdbebens welches an dem Ende des sten Jahres einen großen Theil der Erde erschüttert hat (History and 
Natural Description of the Most Remarkable 
0DDVSSFODFTBTTPDJBUFEXJUIUIF&BSUIRVBLF
XIJDIBUUIF&OEPGUIF:FBS4IPPLB
Great Part of the Earth) Here, he formulated 
one of the first systematic modern attempts 
UPFYQMBJOFBSUIRVBLFTCZQPTJUJOHOBUVSBM
SBUIFSUIBOTVQFSOBUVSBMDBVTFT,BOUTPC-
TFSWBUJPOTPOUIFFBSUIRVBLFXFSFJOnVFOUJBM
Robert Wood, Ruins of Baalbec-POEPO$PMMFDUJPO6OJWFSTJUZ-JCSBSZ(IFOU6OJWFSTJUZ
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JOGVSUIFSEFWFMPQJOHIJTJEFBTPOUIFTVCMJNF
CBTFEPO&ENVOE#VSLFTDPODFQUJOUIFBeobachtungen über das Gefühl des Schönen und Erhabenen	0CTFSWBUJPOTPOUIF'FFMJOH
PGUIF#FBVUJGVMBOE4VCMJNF
PG
The thinking exposed in both Voltaire and 
,BOUTTUVEJFTIBEFWFONPSFGBSSFBDIJOH
BOEHSJNDPOTFRVFODFT*GBTCPUIBVUIPST
JNQMJFEEJTBTUFSTIBWFOBUVSBMDBVTFToBOE
IBQQFOTPUPTBZCFIJOE(PETCBDLoUIFO
catastrophes might be able not only to de-
stroy man-made artefacts such as cities, but 
FWFOQBSUTPG(PETPXODSFBUJPO5IFTFSF-
flections came at a time (the second half of 
UIFFJHIUFFOUIDFOUVSZ
XIFOJUXBTTUJMM
XJEFMZCFMJFWFEUIBUOPTQFDJFTPG(PETDSFB-
UJPOIBEFWFSCFDPNFFYUJODU"TBOPVUDPNF
PG7PMUBJSFTQFTTJNJTNIPXFWFSUIF'SFODI
[PPMPHJTU(FPSHFT$VWJFSPCTFSWFEOFBSUIF
FOEPGIJTQBQFSPOMJWJOHBOEGPTTJMJ[FE
elephants, Mémoires sur les espèces d’éléphants tant vivantes que fossiles, that “all of these 
GBDUTyTFFNUPNFUPQSPWFUIFFYJTUFODFPG
BXPSMEQSFWJPVTUPPVSTEFTUSPZFECZTPNF
LJOEPGDBUBTUSPQIFw	$VWJFSNZ
USBOTMBUJPO
*OMBUFSQVCMJDBUJPOT$VWJFS
XPVMESFUVSOUPUIJTJEFBJONPSFEFUBJMJO
particular in his Recherches sur les ossements fossiles de quadrupèdes, ou l’on rétablit les ca-ractères de plusieurs espèces d’animaux que les révolutions du globe paroissent avoir détruite 
PG[2]5IJTFWFOUVBMMZMFEUPBHFPMPHJ-
DBMTDIPPMPGUIPVHIUDBMMFEADBUBTUSPQIJTN
that maintained that many of the geological 
features of the earth and the history of life 
DPVMECFFYQMBJOFECZDBUBTUSPQIJDFWFOUT
that had caused the extinction of many spe-
cies of animals.[3]
*OUIFTBNFEFDBEFBT$VWJFSTmSTUQBQFSUIF
Compte de Volney contemplated the ruins of 
Palmyra, a once magnificent stronghold of 
UIFMBUF3PNBO&NQJSFXIJDIIFLOFXGSPN
UIFNBSWFMMPVTQMBUFTJO3PCFSU8PPETCPPLRuins of Palmyra	
*OTQJSFECZUIFTF
ruins, Volney, in Les ruines, ou Méditations sur les révolutions des empires	
UIFPSJ[FEUIF
QPTTJCJMJUZPGUIFUPUBMEFTUSVDUJPOPGQPXFSGVM
FNQJSFTUIBUXFSFPODFEFTUJOFEGPSFUFSOJUZ
CVUUIBUmOBMMZQFSJTIFEVOEFSUIFJOFWJUB-
CMFMBXTPGOBUVSFPSQPMJUJDBMDPOnJDU8IBU
$VWJFSBOE7PMOFZXFSFBCPVUUPEJTDPWFS
XBTUIBURVJOUFTTFOUJBMMZNPEFSODPODFQU
UIBUXPVMEMBUFSCFDPJOFECZ1BVM7BMÏSZ
in his opening sentence of La crise de l’esprit: 
iOPVTBVUSFTDJWJMJTBUJPOTOPVTTBWPOTNBJO-
UFOBOURVFOPVTTPNNFTNPSUFMMFTw	7BMÏSZ

"NPOHMBUFFJHIUFFOUIDFOUVSZ
European scientists, philosophers and artists, 
UIFSFXBTBHSPXJOHBXBSFOFTTUIBUGVUVSF
HFOFSBUJPOTNJHIUWFSZXFMMTUVEZUIFSF-
NBJOTPGUIFJSDJWJMJ[BUJPOBGUFSJUTDBUBDMZTNJD
extinction – a sensation that post-Cold War 
HFOFSBUJPOTBSFGBNJMJBSXJUIJGOPUUISPVHI
QPMJUJDBMJOTJHIUUIFOBUMFBTUWJBQPTUBQPD-
BMZQUJDOPWFMTBOENPWJFT'JWFZFBSTBGUFS
7PMOFZTQVCMJDBUJPO)VCFSU3PCFSUQBJOU-
ed his Vue imaginaire de la grande Galerie du Louvre en ruine	
BOEBDPVQMFPG
ZFBSTMBUFS$BTQBS%BWJE'SJFESJDIESFXIJT
Constantin-François Chasseboeuf de Volney, Les ruines, ou Méditation sur les révolutions des empires1BSJT%FTFOOF
7PMMBOE1MBTTBO
$PMMFDUJPO6OJWFSTJUZ-JCSBSZ(IFOU6OJWFSTJUZ
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Jacobikirche in Greifswald als Ruine	

During this period, not only do painters start 
to represent existing, intact buildings in their 
future state as ruins, architects join by repre-
senting their yet to be built projects as future 
ruins. For example, John Soane, the architect 
of the Bank of England, had his draftsman, 
+PTFQI.JDIBFM(BOEZQSFTFOUIJTOFXQMBO
for the Bank as a ruin. 
The idea of the anticipated ruin of build-
JOHTJGOPUPGDPNQMFUFDJUJFTPSDJWJMJ[BUJPOT
oXIJDIXPVMEFWFOUVBMMZMFBEUP4QFFSBOE
)JUMFSTTPDBMMFEASVJOWBMVFoXPVMECFB
motif throughout the nineteenth century 
JOWBSJPVTJMMVTUSBUJPOTBOEQVCMJDBUJPOT'PS
the frontispiece of his Eaux-Fortes sur Paris 
	
$IBSMFT.FSZPODIPTFBOJOTDSJCFE
TUPOFUIBUSFDBMMT1JSBOFTJTGSPOUJTQJFDFTGPS
IJTQVCMJDBUJPOTPO"ODJFOU3PNF(VTUBWF
Doré, in Londres, un pèlerinage 	
TIPXFE
not only the catastrophic conditions of the 
#SJUJTIXPSLJOHDMBTTCVUUIF#SJUJTIDBQJUBM
JUTFMGBTBSVJO"OBOPOZNPVTXSJUFS	XIPN
some suggest is Alfred Franklin or, others 
suggest, a certain Léo Lespès) published a 
TUSBOHFCPPLMFUJOLes ruines de Paris en , documents officiels et inédits (see de 
1BMBDJP
*UDPOUBJOTmDUJWF
documents of an expedition that, 3000 years 
MBUFSEJTDPWFSTUIFSFNBJOTPG1BSJTBOESF-
ports to ministers and scientists in Nouméa, 
Caledonia. The author ridicules the archae-
PMPHJTUTXIPUSZDPNQMFUFMZJOWBJOUPVOEFS-
TUBOEUIFVODPWFSFEGSBHNFOUTPGUFYUTBOE
TZNCPMT#VUUIFNFBOJOHPG'SFODIDJWJMJ-
zation has been lost. Seemingly prefiguring 
these difficulties and confusion, the architect 
Charles Garnier once commented that he put 
MZSFTFWFSZXIFSFPOIJT1BSJT0QÏSBJOPSEFS
to enlighten future archaeologists about the 
function of the building. 
8IBUUIFTFBSUJTUTBSDIJUFDUTBOEXSJUFSTIBE
JODPNNPOJTUIFJSOFXBXBSFOFTTUIBUFWFO
UIFJSPXOQPXFSGVMFNQJSFTDPVMERVJDLMZ
QFSJTIJOUPPCMJWJPOBOESVJO5IFSFJTOP
better reminder of this than the contempora-
OFPVTTPNFXIBUHSJUUZJNBHFTUIBU'SFODI
photographer Désiré Charney sent to Europe, 
GSPNPOXBSETPGUIF.BZBOSVJOTJO
the Yucatán.
MAN-MADE CATASTROPHES AND 
THE DEVELOPMENT OF A MODERN 
ICONOGRAPHY
The end of representing ruin and disaster in 
B3PNBOUJDWFJOBSSJWFEXJUIUIFmSTUQIPUP-
graphic representations of man-made catas-
USPQIFTSVJOBOEEFBUIDSFBUFEOPUCZEJWJOF
XSBUIPSOBUVSFCVUEJTBTUFSTUIBUXFSFQP-
MJUJDBMJOPSJHJO5IFSJTFPGOFXUFDIOJRVFT
of photography made it possible to document 
EFWBTUBUJPORVJDLMZBOEUPDPNNVOJDBUFJU
UPBXJEFBVEJFODF8IJMFUIFFBSMJFTUQIP-
tographs refer to existing aesthetic models 
oDPNQBSFGPSJOTUBODF$IBSOFZTQIPUPHSBQIT
XJUI1JSBOFTJTFUDIJOHTPG3PNBOUPNCT
BMPOHUIF7JB"QQJBoUIFOFXBSUGPSNSBQ-
JEMZEFWFMPQFEJUTPXONPEFSOJDPOPHSBQIJFT
The first to present images of a major conflict 
XBT#SJUJTIQIPUPHSBQIFS3PHFS'FOUPO
'FOUPOTSFQVUBUJPOXBTCBTFEPOIJTQIPUP-
HSBQITPGQJDUVSFTRVF&OHMBOE'PMMPXJOH
QJDUVSFTRVFQSJODJQMFTIJTMBOETDBQFQIPUP-
HSBQITXFSFBQQSFDJBUFEGPSUIFJSMJLFOFTT
UP	QBJOUFE
BSU'FOUPOXBTDPNJTTJPOFECZ
UIFDPNNFSDJBMmSNPG5IPNBT"HOFXT
& Co to take photographs of the Crimean 
8BSJOXIJDI3VTTJBGPVHIU#SJUBJO'SBODF
and Turkey. Fenton could depict multiple 
BTQFDUTPGUIFXBSFYDFQUPOFDSVDJBMFMF-
NFOUCBUUMF4JODFUIFQSJNJUJWFUFDIOPM-
PHZPGQIPUPHSBQIZBWBJMBCMFBUUIFUJNF
SFRVJSFEUIBUTVCKFDUTCFTUJMMBUUIFNPNFOU
UIFDBNFSBTTIVUUFSTOBQQFEQIPUPHSBQIT
TIPXDBNQMJGFSPVUJOFTXBSQSFQBSBUJPOT
the moments just prior to battle, and, most 
famously, the aftermath of battle. His pic-
ture of The Valley of the Shadow of Death 
	
CFDBNFBOJDPOPGUIFXBSBDVSWJOH
road, through a deserted landscape, empty 
but for numerous cannonballs. While audi-
FODFTXFSFNPSFBDDVTUPNFEUPTNPLFmMMFE
battle scenes, often done by studio painters 
creating panoramas or propaganda paint-
JOHT'FOUPOTNJOJNBMBQQSPBDIEJDUBUFE
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CZUIFTMPXTIVUUFSTQFFEPGFBSMZDBNFSBT
DPJODJEFEXJUIXIBUUIFQFPQMFIBEDPNF
to appreciate in his landscapes: the pictur-
FTRVF&TTFOUJBMQJDUVSFTRVFRVBMJUJFTTVDI
BTSPVHIOFTTJSSFHVMBSJUZBOEWBSJFUZDPVME
FBTJMZCFGPVOEoJGOPUQSPEVDFEoXIFO
QSFTFOUJOHUIFBUSPDJUJFTPGXBS.PSFPWFS
'FOUPONBEFUXPWFSTJPOTPGThe Valley of the Shadow of DeathPOFXJUIPVUUIFDBOOPO-
CBMMTBOEPOFXJUI4VTBO4POUBHIBTBSHVFE
in Regarding the Pain of Others, that it is the 
second shot that includes cannonballs, and 
that Fenton had them arranged for better 
QJDUVSFTRVFFGGFDU	4POUBHGG
*UJT
BMTPOPUFXPSUIZUIBUXIFO'FOUPOSFUVSOFE
UP&OHMBOEIJTXBSQIPUPHSBQITmSTUXFOU
POTIPXBUUIF-POEPO8BUFS$PMPVS4PDJFUZ
4JODFUIFTBNFBSUJTUTXFSFQSPEVDJOHQJD-
tures of landscapes andPGXBSBOETJODFUIF
BVEJFODFTFFNFEUPIBWFCFFOSPVHIMZUIF
TBNFBTXFMM	JFUIFNFNCFSTPGHFOUMF-
NFOTDMVCTBU1BMM.BMMXIPBUUFOEFEUIF
8BUFS$PMPVS4PDJFUZ
CBUUMFTDFOFTXFSF
appreciated for their likeness to art, in the 
XBZUIBUMBOETDBQFTXFSF*OUIFTBMPOTPGUIF
8BUFS$PMPVS4PDJFUZ'FOUPOTEJTUSJCVUJPO
of the cannonballs could arouse aesthetic 
EFMJHIUNVDIJOUIFXBZUIBUUIFQFSGFDU
EJTUSJCVUJPOPGDMVNQTPGUSFFTXPVMEIBWF
enchanted Gilpin, or the clients of Repton 
BOE$BQBCJMJUZ#SPXO
While the British War Ministry had ordered 
'FOUPOUPBWPJEQJDUVSFTPGEFBEJOKVSFEPS
NVUJMBUFETPMEJFST	4POUBHGG
UIF
Italian-British photographer Felice Beato, 
XIPIBEBMTPXPSLFEJOUIF$SJNFBGPMMPX-
JOH'FOUPOTEFQBSUVSFTFFNTUPIBWFIBEOP
such restrictions during his photographic 
mission in the aftermath of the so-called 
Indian Rebellion, or First War of Indian 
*OEFQFOEFODFPG#FBUPQIPUPHSBQIFE
the interior of the Sikandrah Bagh Palace in 
-VDLOPX/PSUIFSO*OEJBBGUFSUIFTMBVHIUFS
of 2,000 rebels by British troops. What the 
DBOOPOCBMMTBSFUP'FOUPOTQIPUPHSBQIUIF
TLVMMTBOECPOFTBSFUP#FBUPT"OEUIFSFJTB
TJNJMBSJTTVFXJUICPUIQJDUVSFTBTB#SJUJTI
officer noted in his memoires, Beato had the 
skulls and bones disinterred or rearranged 
UPIFJHIUFOUIFQIPUPHSBQITJNQBDUBOE
composition.[4]
#FJOHQSPCBCMZUIFmSTUFWFSQIPUPHSBQIFS
UPQSPEVDFJNBHFTPGDPSQTFT#FBUPXFOUPO
QSPEVDJOHJNBHFTPGUIFIPSSPSPGXBS*O
IFMFGU*OEJBUPDPWFSUIF"OHMP'SFODI
military expedition against the Chinese in 
UIF4FDPOE0QJVN8BS5IFTFRVFODFPGUIF
photographs in his albums reconstructed 
IPXUIFNJMJUBSZDBNQBJHOIBEVOGPMEFE
the approach to the forts, the damage of the 
bombardments to the fortifications and fi-
OBMMZUIFEFWBTUBUJPOXJUIJOUIFGPSUTJO-
cluding the bodies of dead Chinese soldiers. 
(JWFOUIFGBDUUIBUUIFQVSDIBTFSTPGIJT
JNBHFTXFSFNPTUMZ#SJUJTITPMEJFSTDPMP-
nial administrators, merchants and tourists, 
Roger Fenton The Valley of the Shadow of Death
Collection Library of Congress Prints and Photographs 
%JWJTJPO8BTIJOHUPO%$
Felice Beato, Interior of Angle of North Fort Immediately after Its CaptureTU"VHVTU6QQFS/PSUI5BLV'PSU
5BLV	OPX%BHV
OFBS5JFOUTJO	OPX5JBOKJO
$IJOB
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#FBUPOFWFSQIPUPHSBQIFE#SJUJTIPS'SFODI
dead. The ladders and corpses in his photo-
graph of the ruins of the Upper North Taku 
'PSUSFDBMM+BDRVFT$BMMPUTFUDIJOHTPGUIFMisères et mal-heurs de la guerrePG[5]XJUI
UIFJSHBMMPXTUSFFTBOETUBSUMJOHSFQSFTFOUB-
UJPOXJUIPVUQSFDFEFOUJOBSUIJTUPSZPGUIF
TBWBHFSZPGBDPORVFSJOHBSNZ8IJMFOPUBU
all staged, Beato had clear ideas about good 
DPNQPTJUJPOT"EPDUPSXIPXBTBNFNCFS
PG UIFFYQFEJUJPOXSPUF JOIJTDBNQBJHO
memoir: 
I passed into the fort and a distressing scene of carnage 
disclosed itself; frightful mutilations and groups of 
dead and dying meeting the eye in every direction. 
I walked round the ramparts on the west side. They 
were thickly strewed with dead – in the north-west 
angle thirteen were lying in one group around a 
gun. Signor Beato was here in great excitement, 
characterising the group as ‘beautiful’, and begging 
that it might not be interfered with until perpetuated 
by his photographic apparatus, which was done a 
few minutes afterwards. (Rennie 1860, 112; quoted in 
Harris 1999, 29-30)
The most large-scale enterprise of this type, 
IPXFWFSXBT.BUUIFX#SBEZTFYUFOTJWF
QIPUPHSBQIJDDPWFSBHFPGUIF"NFSJDBO$JWJM
8BS	
8JUINPSFUIBOUXFOUZ
DPMMBCPSBUPSTFBDIPGXIPNXFSFHJWFOB
USBWFMMJOHEBSLSPPN.BUIFX#SBEZTFSWFE
UIF"NFSJDBOQVCMJDNPSFUIBOQMBUFT
'SPNUIJTUJNFGPSXBSEBMMNJMJUBSZDPO-
nJDUTXPVMEIBWFJMMVTUSBUJPOTBOEHSBQIJD
BSU BT B TUBOEBSE QBSU PG UIF QSFTT DPWFS-
age.[6]0O4FQUFNCFS#SBEZTNFO
photographed the aftermath of the battle of 
Antietam, near Sharpsburg, Maryland – the 
EFBEMJFTUTJOHMFEBZOPUPOMZPGUIFFOUJSFXBS
CVUPG"NFSJDBOIJTUPSZXJUIDBTVBM-
UJFT#SBEZTTIPDLJOHJNBHFTPGCBUUMFmFME
corpses became, for the first time in history, 
temporary monuments commemorating, 
to the entire American public, the sacrifices 
PGTPMEJFSTXIPGPVHIUBOEEJFEJOVOQSFD-
edented numbers.
"CJUUFSDSJUJRVFPGUIFNFSDJMFTTUIJSTUGPS
military glory and probably the driest and 
undramatic representation of the madness 
PGXBSXBTDSFBUFEDPOUFNQPSBOFPVTMZJO
CZBSFUJSFE'SFODIDJWJMFOHJOFFS)F
VTFEZFUBOPUIFSOFXNFEJVNHSBQIJDEF-
sign, or more precisely, the graphic repre-
sentation of data. In the Carte figurative des pertes successives en hommes de l’armée française dans la campagne de Russie, Charles 
+PTFQI.JOBSEQVUUPVTFJOOPWBUJWFHSBQI-
JDUFDIOJRVFTUPUFMMUIFEJTBTUSPVTTUPSZPG
/BQPMFPOT3VTTJBODBNQBJHOJOPOFTJOHMF
image.[7].JOBSETDIBSUTIPXTTJYUZQFTPG
information: geography, the course and di-
SFDUJPOPGUIFBSNZTNPWFNFOUUIFOVNCFS
PGUSPPQTUJNFBOEUFNQFSBUVSF5IFXJEUIT
PGUIFHPME	PVUXBSE
BOECMBDL	SFUVSOJOH

paths represent the size of the force, one mil-
MJNFUSFGPSFWFSZNFO(FPHSBQIJDBM
features and major battles are marked and 
named, and plummeting temperatures on 
UIF SFUVSO KPVSOFZBSF TIPXOBMPOH UIF
bottom. The chart tells the dreadful story 
XJUIQBJOGVMDMBSJUZJOla Grande Armée 
TFUPVUGSPN1PMBOEXJUIBGPSDFPG
SFBDIFE.PTDPXBOEPOMZSF-
UVSOFE5IFEFUBJMBOEVOEFSTUBUFNFOUXJUI
XIJDITVDIIPSSJGZJOHMPTTJTSFQSFTFOUFE
NBLFUIJTEPDVNFOUBTJOOPWBUJWFBOEDMFBS
as it is blood-curdling.
But let us turn back to the horrors of that 
PUIFSXBSUIF"NFSJDBO$JWJM8BS5ISPVHI
.BUIFX#SBEZ"MFYBOEFS(BSEOFSDead Confederate soldiers in the ‘devil’s den’"NFSJDBO$JWJM8BS
(FUUZTCVSH1"$PMMFDUJPO-JCSBSZPG$POHSFTT
1SJOUTBOE1IPUPHSBQIT%JWJTJPO8BTIJOHUPO%$
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Eugène Disderi, Barricades devant la Madeleine	#BSSJDBEFTJOGSPOUPGUIF-B.BEFMFJOF$IVSDI
BMCVNFOTJMWFSQSJOU
Eugène Disderi, La colonne Vendôme renversée	%FTUSPZFE7FOEÙNFDPMVNO
BMCVNFOTJMWFSQSJOU
#SBEZTQIPUPHSBQIT"NFSJDBOTTVEEFOMZ
XFSFDPOGSPOUFEXJUISVJOTSVJOTPGCVJME-
JOHT BOE XIPMF DJUJFT JNBHFT GPSNFSMZ
attached to painterly representations of 
&VSPQFBOIJTUPSZ4VEEFOMZ(PFUIFTJNBHF
of America as a blessedly blank slate seemed 
UPIBWFCFDPNFRVJUFJOBQU
America, you have it better
Than our old continent
You have no ruined castles
And no primordial stones.
Your soul, your inner life
Remain untroubled by
Useless memory
And wasted strife[8]
Remarkably, the placid representations of 
American ruins, like the ones shot in South 
$BSPMJOBCZPOFPG#SBEZTNFO(FPSHF
Barnard, closely resemble those of Ancient 
1BMNZSB JO3PCFSU8PPETNBHOJmDFOU
publication. It is also interesting to note 
IPXTPNFPGUPEBZTQIPUPHSBQIFSTSFUVSO
to this early iconography of catastrophe. 
4JNPO/PSGPMLTQIPUPHSBQITPG,BCVMGSPN
2002 demonstrate a comparable fascination 
XJUIUIFTUSPOHWJTVBMJNQBDUPGQPTUDPO-
flict emptiness – originally imposed upon 
Fenton, Brady and their colleagues by the 
technical constraints of early photography. 
.PSFPWFS/PSGPMLT,BCVMMPPLTWFSZNVDI
MJLF(JPSHJP4PNNFST1PNQFJBOFOUJSFMZ
empty city in the calm aftermath of total 
destruction.
/FXEFWFMPQNFOUTJOQSJOUJOHBOEQIPUP-
HSBQIJDJMMVTUSBUJPOBMMPXFEDPNNFSDJBM
photographers, especially in the United 
4UBUFTUPJOWFTUJOOFXUFDIOJRVFTUPDPWFS
DBUBTUSPQIFT-JLFUIF-JTCPOFBSUIRVBLFB
century and a half earlier, the San Francisco 
FBSUIRVBLFPGXBTUIFPDDBTJPOGPSOV-
merous publications, but also for photog-
SBQIFSTWFOUVSJOHJOUPFWFSMBSHFSGPSNBUT
BOEJOWFTUNFOUT"WJBUJPOIBEIBSEMZMFGU
UIFHSPVOEMJUFSBMMZoUIF8SJHIUCSPUIFST
mSTUnJHIUXBTPOMZUXPZFBSTCFGPSFoBOE
DPVMEOPUZFUQSPWJEFQIPUPHSBQIFSTXJUI
the means of aerial photography. Hence, in 
order to capture the unseen dimension of the 
EJTBTUFS(FPSHF-BXSFODFEFWFMPQFEXIBUIF
DBMMFEBADBQUJWFBJSTIJQBTUSVDUVSFDPOTJTU-
ing of a panoramic camera and a system of 
kites, to shoot his large and incredibly detailed 
record of the San Francisco cataclysm.
With the exception of the Crimean War, the 
battlefields of all these large commercial 
photo graphic campaigns lay outside Europe. 
In the heart of the old continent, the associa-
UJPOPGMBSHFTDBMFWJPMFOUEFWBTUBUJPOBOE
detailed photographic documentation first 
PDDVSSFEEVSJOHUIF1BSJT$PNNVOFPG
5XPNPOUITPGBTPDJBMVUPQJBBmWFXFFL
siege by the army of Versailles and the repris-
BMTUIBUGPMMPXFEMFGUNBOZMBOENBSLCVJME-
ings in ruins and tens of thousands dead. 
5IFQIPUPHSBQIZPGUIFTFESBNBUJDXFFLT
– a still largely unexplored field – played a 
DPNQMFYSPMFJOUIFWJPMFOUVQIFBWBM8IJMF
the pictures mirrored the technical possi-
CJMJUJFTPGBNFEJVNUIBUIBSEMZBMMPXFEUIF
JOTUBOUBOFPVTTIPUTPGUPEBZTQIPUPKPVSOBM-
JTNUIFZXFSFVTFECZUIF$PNNVOBSET
UPEPDVNFOUXIBUUIFZFYQFDUFEUPCFUIF
PWFSUISPXPGZFUBOPUIFS"ODJFO3ÏHJNF
5IF$PNNVOBSET#BTUJMMFXBTUIF1MBDF
7FOEÙNFDPMVNO"TTVDIUIFDPMVNOXBT
immortalized by Parisian photographers 
&VHÒOF%JTEFSJBOE#SVOP#SBRVFIBJTnBU-
UFOFECSPLFOBOEXJUIQSPVE$PNNVOBSET
QPTJOHPOUPQPGUIFEFCSJT:FUXIJMFUIFTF
NFOXFSFDMFBSMZDPOWJODFEUIBUUIFZXFSF
MBZJOHUIFGPVOEBUJPOTPGBOFXFSBUIFZ
XPVMEPOMZTVDDFFE	BTUIFHSJNPVUDPNFPG
UIF$PNNVOFXPVMETIPX
JOMBZJOHUIPTF
PGBOFXJNBHFSZPGSFWPMVUJPO[9]
"GUFSUIFSFTUPSBUJPOPGPSEFSUIFTBNFSFWP
MVUJPOBSZJNBHFTPGUFOGPVOEUIFJSXBZJOUP
the hands of the police, eager to identify 
Communards for arrest and prosecution. 
Contrary to the mid-eighteenth century, 
making a ruin had become a dangerous 
CVTJOFTT o UIFXFMMLOPXOQIPUPHSBQI
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attributed to Disderi, of corpses of Commu-
OBSETTIPXTUIJTJOBOVOTFUUMJOHXBZ*O
UIFFOEQIPUPHSBQIZXPVMEBCPWFBMMCF
used as propaganda against the Commune. 
Photomontages and photographs of en-
UJSFMZTUBHFESFDPOTUSVDUJPOTPGAIJTUPSJDBM
TDFOFTXFSFNFBOUUPDPOWJODFCPVSHFPJT
France of the atrocities committed by the 
Communards. In these reconstructions, 
TVDIBT&VHÒOF"QQFSUTQIPUPDPMMBHF Execution of the Hostages at The Rocket Prison, 
the Commune is presented as an attempt at 
the ruthless destruction of the French nation. 
8JUIJOBGFXXFFLTUJNFUIFTBNFJNBHFTPG
DBUBTUSPQIFXFSFCFJOHVTFEJOUXPPQQPTJUF
XBZTmSTUBTSFWPMVUJPOBSZJDPOTUPSFNJOE
UIFNBTTFTPGUIFQPXFSUIFZDPVMEBTTVNF
XIFOUIFZUPPLDIBSHFPGUIFJSPXOEFTUJOZ
TVCTFRVFOUMZBTDPOTFSWBUJWFEFNPOTUSB-
UJPOTPGUIFIPSSPSTPGSFWPMVUJPOBOEUIF
EBOHFSTPGQPMJUJDBMBDUJWJUZCZUIFNBTTFT[10]
5IFQPMJUJDBMVTFPGUIFWJTVBMSFNBJOT	QIPUP
HSBQIJDBOESFBM
PGUIFEJTBTUFSXBTBTJH-
nificant facet of political debate in France 
during the early Third Republic. The ruins 
of the Palais des Tuileries remained for more 
than a decade as a memento, a monument 
UPUIFEFTUSVDUJWFQPXFSTPGQPQVMBSSFWPMU
#FGPSFUIFZXFSFmOBMMZSFTUPSFE#SJUJTI
tourists (readers of the Gentleman’s Magazine) 
SVTIFEUP1BSJTBTJGJUXFSFBOFX1BMNZSB
UIFZWJTJUFEUIFSVJOTUPFYQFSJFODFBiUFSSJCMF
HSBDFwBOEiEFMJDJPVTTIJWFSw0CWJPVTMZUP
the French bourgeoisie, the fact that it had 
CFFOSFDFOUESBNBUJDQPMJUJDBMFWFOUTOPU
OBUVSFPSUJNFUIBUIBEPWFSXIFMNFEUIFTF
stones, made it more difficult to appreciate 
these ruins in a merely sublime or pictur-
FTRVFXBZ6TJOHUIFSFNBJOTPGDBUBTUSP-
QIFBTTDFOFTPGNPSBMJOTUSVDUJPOXPVME
CFDPNFBDPOWFOUJPOIBMGBDFOUVSZMBUFS
XIFOQPTUDBSETPGSVJOTXFSFUPGVODUJPOBT
TPNCSFSFNJOEFSTPGUIFEFTUSVDUJWFQPXFS
PGUIFNFDIBOJ[FEXBSGBSFPGUIF'JSTU8PSME
8BS3VJOTIBEFWPMWFEGSPNDVMUPCKFDUT
JOUPNPOVNFOUTXJUINPSBMDVMUVSBMPS
political meaning. 
RUIN VALUE VERSUS HERITAGE 
PROTECTION: MONUMENTS TO 
IMMINENT CATASTROPHE
4PNFUJNFJO"MCFSU4QFFS)JUMFSTBS-
DIJUFDUBOEQSPTQFDUJWF.JOJTUFSPG8BSNBEF
BOPXMPTUiSPNBOUJDESBXJOHwXIJDIIF
described later in his memoirs: 
It showed what the reviewing stand on the Zeppelin 
Field would look like after generations of neglect, 
overgrown with ivy, its columns fallen, the walls 
crumbling here and there, but the outlines still clearly 
recognizable. In Hitler’s entourage this drawing was 
regarded as blasphemous. That I could even conceive of 
a period of decline for the newly founded Reich destined 
to last a thousand years seemed outrageous to many of 
Hitler’s closest followers. But he himself accepted my 
ideas as logical and illuminating. 
He gave orders that in the future the important 
buildings of his Reich were to be erected in keeping 
with the principles of this ‘law of ruins’.  
(Speer 1970, 56) 
.VDIMJLF4PBOFT#BOLUIFUIFPSZPGRuinen-wert	SVJOWBMVF
SFRVJSFTUIBUUIFBVSBBOE
aesthetic appeal of the ruined building in 
UIFGVUVSFXPVMEBMSFBEZCFQSFTFOUJOUIF
mind of the architect, and in his choice of the 
building materials and design.
Considered in this context, there is an ab-
solutely striking photograph of a rather 
badly lit Hitler contemplating the large plas-
ter model for the monumentalization of Linz, 
UIF"VTUSJBOUPXOXIFSFIFXBTCPSO8IBU
JTTUSJLJOHJTOPUXIBUXFTFFoUIFSFBSFOV-
merous better staged photographs of Hitler 
carefully studying models of cities. What is 
striking is the date of the photograph; it is 
taken in the bunker under the Chancellery, 
UIFOJHIUPG'FCSVBSZ5IBUOJHIU
Hitler spent hours on the model, studying 
UIFTJNVMBUJPOPGTIBEPXTVOEFSTVOBOE
NPPOMJHIU"UUIFWFSZTBNFNPNFOUUIF
TRVBESPOTPGA#PNCFS)BSSJTXFSFNBLJOH
BUPUBMSVJOPGPOFPG(FSNBOZTNPTUCFBV-
tiful cities, Dresden. Clearly, by February 
UIFOFDFTTBSZUJNFMBQTFPGQSPTQFDUJWF
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1SPUFDUJPOXPSLTPGUIF Pietà Mazzoni$IJFTBEJ.POUPMJWFUP/BQPMJJO%JSF[JPOF(FOFSBMFEFMMF"SUJ	BDVSBEJ
La protezione del patrimonio artistico nazionale dalle offese della guerra aerea. Firenze, Casa editrice Felice Le Monnier, 
ZFBS99<JF>VOOVNCFSFEJMMVTUSBUJPOQ$PMM%JSL%F.FZFS#SVTTFMT
NFNPSZJNQMJFECZUIFDPODFQUPGSVJOWBMVF
had become extremely short.
5IFNPEFMGPS4QFFSTDPODFQUPGSVJOWBMVF
XBTPGDPVSTF.VTTPMJOJTJEFPMPHJDBMVTFPGUIF
remains of Ancient Rome. As Speer explains: 
Mussolini could point to the building of the Roman  
Empire as symbolizing the heroic spirit of Rome. 
Thus he could fire his nation with the idea of a modern 
empire. Our architectural works should also speak to 
the conscience of a future Germany centuries from now. 
(Speer 1970, 56) 
Mussolini could build in the modern mate-
rials so despised by Hitler, since he already 
had the ruins of the Roman Empire at hand. 
He had only to protect them from destruc-
UJPOCZBJSSBJETVOUJM *UBMZIBEXPOUIF
XBS5IFSFGPSFBMBSHFTDBMFQSPHSBNNF
XBT MBVODIFE UPQSPUFDU"ODJFOU3PNBO
and, later, Italian art and architecture. In 
UIFZFBS99	JF
BSFQPSUXBTQVCMJTIFE
XJUIBOFYUFOTJWFQIPUPHSBQIJDTVSWFZPG
UIFQSPUFDUJWFDPOTUSVDUJPOTLa protezione del patrimonio artistico nazionale dalle offe-se della guerra aerea (The protection of the 
national artistic heritage from the offenses 
PGBJSXBSGBSF
EPDVNFOUTUIFFGGPSUTBOE
FYQMBJOTJUTQPMJUJDBMFWFONPSFUIBODVM-
UVSBMBJNiCFDBVTFUIF%VDFXBOUTUIF*UBMJBO
BSUJTUJDIFSJUBHFJOUBDUTPUIBUJUTIPXTUPUIF
XPSME*UBMZTSJHIUUPHVJEFUIF&VSPQFBO
DJWJMJ[BUJPOw	%JSF[JPOFJYNZUSBOTMB-
UJPO
&WFOUIPVHIUIFmOBMPVUDPNFPGUIF
XBSXBTOPUXIBU.VTTPMJOJIBEIPQFEGPS
UIFQSPUFDUJWFTUSVDUVSFTEJEUIFJSKPC"O
JNQSFTTJWFQIPUPHSBQIJOLa guerra contro l’arteBQVCMJDBUJPOFEJUFECZA%PNVT
the publisher of the homonymous Italian 
BSDIJUFDUVSFBOEEFTJHONBHB[JOFTIPXT
IPXBNPOHPUIFSUSFBTVSFTPG*UBMJBOIFS-
JUBHF-FPOBSEPTLast SupperTVSWJWFEUIF
bombing of the cloister of Santa Maria delle 
Grazie during the Anglo-American air raids 
PO.JMBO	-BHVFSSB"OPO

5IFJNBHFTPGUIFQBJOTUBLJOHXPSLTPGIFS-
itage protection published in La protezione del patrimonio artistico nazionaleTIPXUIF
structures as dark, mute monuments to an 
uncertain but imminent catastrophe. They 
are eschatological, apocalyptic structures, 
XBJUJOHGPSUIFHIBTUMZUPUBMPCMJUFSBUJPO
PGFWFSZUIJOHUIBUTVSSPVOETUIFNBOEPG
BMMUIBUPODFHBWFUIFNUIFJSNFBOJOHUIF
DJUZPGXIJDIUIFZBSFQBSUUIFDPNNVOJUZ
its history and rituals. As silent premoni-
UJPOTPGUIFFOEJOHPGUJNFPSJOUIFXPSET
of Karl Krauss, of the last days of humanity 
(Die letzten Tage der Menschheit

UIFZTUBOEXJUIEJHOJUZBOESFTJHOBUJPOBT
UIFMPHJDBMBOEJOFWJUBCMFPVUDPNFPGXPSME
history as an ongoing process of destruction 
and suffering. 
)JTUPSZJUTFMGBTBQSPDFTTPGBMNPTUJOFWJUB-
ble suffering, leading to decay, destruction 
BOEEFBUIJTBUUIFDPSFPG4FCBMETUIJOL-
JOHBTIFmSTUEFWFMPQFEJUJONach der Natur, 
UIFCPPLUIBUXBTBUUIFPSJHJOPGUIF/FX
.VTFVNTTIPX"OEBJSSBJETBSFQSFDJTFMZ
the latest and most perfected stage of a his-
UPSZUIBUJTiPOFTJOHMFDBUBTUSPQIFXIJDI
LFFQTQJMJOHXSFDLBHFVQPOXSFDLBHFwoBT
4FCBMEUPXBSETUIFFOEPGUIFTFDPOEQBSU
of Luftkrieg und Literatur, refers directly to 
8BMUFS#FOKBNJOTBOHFMPGIJTUPSZ	4FCBME
#FOKBNJO
[11]
6OLOPXOQIPUPHSBQIFSHitler contemplating the large plaster model for the monumentalization of Linz, 
photograph taken in the bunker under the Chancellery,  
JOUIFOJHIUPG'FCSVBSZ
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)PXEPFTNBO SFBDU UP UIJT  *O UIFmSTU
poem of Nach der Natur4FCBMEXSJUFTBCPVU
.BUUIJBT(SàOFXBMEUIFTJYUFFOUIDFOUVSZ
German painter. 
In this fashion Grünewald,
silently wielding his paintbrush,
rendered the scream, the wailing, the gurgling
and the shrieking of a pathological spectacle
to which he and his art, as he must have known,
themselves belong. 
(Sebald 2002, 5)
*OUIFTFMJOFT4FCBMEEFTDSJCFTIPX(SàOF
XBMEJOXIBUTFFNTMJLFBOBDUDPNCJOJOH
GFBSSFQVMTJPOBOESFTJHOBUJPODPWFSTIJT
GBDFXJUIBEBSLCBOEBHFBGUFSIFBSJOHBCPVU
UIFCBUUMFPG'SBOLFOIBVTFOJOXIJDI
QFBTBOUTBMMPXFEUIFNTFMWFTUPCFTDZUIFE
EPXOXJUIPVUQVUUJOHVQBOZSFTJTUBODF
BTJGTVCNJUUJOHUPUIFJSJOFWJUBCMFEFTUJOZ
4PNFUIJOHPGBOJOFWJUBCMFEFTUJOZJTQSFTFOU
JOUIF*UBMJBOTXBMLJOHCZUIFTFUBDJUVSO
constructions, as one can see, for instance, 
JOUIFQIPUPHSBQIPGUIFQSPUFDUJPOXPSLT
of the Porta dei Cornachini of the Duomo in 
'MPSFODF	%JSF[JPOF
0SEJOBSZQFP-
QMFTFFNJOHMZiXJUIPVUBOZJEFBPGEFTUSVD-
UJPOwBT4FCBMEEFTDSJCFTIJTPXODIJMEIPPEJO
the third part of Nach der Natur – yet oddly 
IBVOUFECZUIFQSPTQFDUJWFSBWBHFTPGIJTUPSZ
and by intimations of “a silent catastrophe 
UIBUPDDVSTBMNPTUVOQFSDFJWFEw	4FCBME
2002, 88).[12]
5IFOFXDPOTUSVDUJPOTUIBUUIFZBSFQBTTJOH
by, and that, unintendedly, at once recollect 
QSJNFWBMBSDIJUFDUVSFBOEGPSNBMMZQSFmH-
VSFXPSLTPGQPTUXBSBSUMPPLMJLFSFMJDTPG
BOBMSFBEZMPTUDJWJMJ[BUJPO5IFZBSFCFBSJOH
UIFEBSLTFDSFUXJUIJOUIFNPGBEFTUJOZOPU
only after nature, but after history.
1SPUFDUJPOXPSLTPGUIF1PSUBEFJ$PSOBDIJOJPGUIF%VPNPJO'MPSFODFJO%JSF[JPOF(FOFSBMFEFMMF"SUJ	BDVSBEJ
 La protezione del patrimonio artistico nazionale dalle offese della guerra aerea. Firenze, Casa editrice Felice Le Monnier, 
ZFBS99<JF>VOOVNCFSFEJMMVTUSBUJPOQ$PMM%JSL%F.FZFS#SVTTFMT
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NOTES[1] .ZUSBOTMBUJPOCBTFEPOUIFEBUFE7PMUBJSFQ
'PSUIFPSJHJOBM'SFODIUFYUTFF7PMUBJSFPSMBUFS
FETIFSF[2] 4FFJOQBSUJDVMBS$VWJFS[3] 0O$VWJFSTDBUBTUSPQIJTNTFF-BSSÒSF
GGBOE[4] 0O#FBUPJO-VDLOPXTFF)BSSJT
0OUIFQIPUPHSBQIJDSFQSFTFOUBUJPOPGEFBUIJO 
XBSTJUVBUJPOTTFF4POUBH[5] $BMMPUTCPPLDPNQSJTFEPGBTVJUFPGFJHIUFFOFUDIJOHT
XIJDIEFQJDUFEUIFBUSPDJUJFTDPNNJUUFEBHBJOTU
DJWJMJBOTCZ'SFODIUSPPQTEVSJOHUIFJOWBTJPOBOE
PDDVQBUJPOPGIJTOBUJWF-PSSBJOFJOUIFFBSMZT[6] 1IPUPHSBQITXPVMEOPUBQQFBSJOOFXTQBQFSTBOE
NBHB[JOFTVOUJMUIFOFYUHFOFSBUJPO#VU#SBEZT
JNBHFTTFSWFEBTUIFCBTJTGPSHSBQIJDJMMVTUSBUJPOTUIBU
BQQFBSFEJOUIFQSJOUNFEJBUISPVHIPVUUIF$JWJM8BS[7] Charles Joseph Minard, Carte figurative des pertes successives en hommes de l’armée française dans la campagne de Russie, . Lith., 
/PWFNCFS1BSJT&/1$'PM
$5IFNBQXBTQVCMJTIFEUPHFUIFSXJUIBNBQ
PG)BOOJCBMT$BNQBJHOPGUIF"MQT[8] .ZUSBOTMBUJPO0SJHJOBM(FSNBO
 Amerika, du hast es besser
 Als unser Continent, das alte,
 )BTULFJOFWFSGBMMFOF4DIMÚTTFS
 Und keine Basalte. 
 %JDITUÚSUOJDIUJN*OOFSO
 Zu lebendiger Zeit,
 Unnützes Erinnern
 6OEWFSHFCMJDIFS4USFJUy	(PFUIF	

[9] *UNJHIUCFSFHBSEFEBTRVJOUFTTFOUJBMMZ'SFODIUIBU
UIJTOFXJDPOPHSBQIZXBTDSFBUFECZUIFWFSZTBNF
photographers responsible for the establishment of a 
completely different genre, that of erotic photography. 
See for instance: Andre-Adolphe Eugene Disderi, Portrait of Mery Laurent and untitled photographs by 
#SVOP#SBRVFIBJTGSPNBSPVOE*O
Disderi also popularized the carte de visite; these small 
QJDUVSFT	UIFTJ[FPGBWJTJUJOHDBSE
SBQJEMZCFDBNF
BQPQVMBSOPWFMUZBTUIPVTBOETPGUIFTFJNBHFTXFSF
created and sold in the United States and Europe. [10] 4FFBNPOHPUIFST"MMJOBSJBSDIJWFTThe ruins of the peristyle of the Royal Palace de Les Tuileries, Paris, extensively damaged and burned during the Commune insurrection of . [11] 0SJHJOBMDJUBUJPOGSPN#FOKBNJO*OLuftkrieg und Literatur4FCBMEQVUGPSUIIJTUIFTJTUIBUQPTUXBS
(FSNBOMJUFSBUVSFIBEGBJMFEUPBEFRVBUFMZSFQSFTFOU
UIFEFWBTUBUJOHFGGFDUTPGUIF"MMJFECPNCJOHDBNQBJHO
for the German nation. [12] The passage of the poem I am referring to reads: 
 *HSFXVQ
 despite the dreadful course
 PGFWFOUTFMTFXIFSF
 XJUIPVUBOZ
 idea of destruction. 
 But the habit
 PGPGUFOGBMMJOHEPXOJOUIFTUSFFUBOE
 PGUFOTJUUJOHXJUICBOEBHFEIBOET
 CZUIFPQFOXJOEPXCFUXFFOUIFQPUUFE
 GVDITJBTXBJUJOHGPSUIF
 pain to subside and for hours
 doing nothing but looking out,
 early on induced me to imagine
 a silent catastrophe that occurs
 BMNPTUVOQFSDFJWFE	4FCBME

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